(see Pinto 1973, 474) . The most famous of these Spanish-language film ver sions was Drdcula (1931) , by the US film director George Melford. The film used Spanish-speaking actors and was shot at night using the same sets, script, and shot list as Tod Browning's English
Dracula.
Even though both films were produced simultaneously, the Spanish film version of Dracula was finished several weeks before its English counterpart and was screened in Los Angeles in January 1931.
In April of that same year, the Spanish-language version of the film premiered in Mexico City, where it played throughout the month (see Skal 1990, 41) . According to John Flynn (1992) , the Spanish Dracula continued to play for many years in various As in the United States, the initial films were first-class productions that were aestheti cally complicated and fear•provoking, whereas the later films could only
Rtvamping Dracula on
Mexican Scrrtn: Mindas El vampi10 tSt be described as low-quality parodies. For example, in
El Santo contra las mujeres vampiro-a real camp cia� -"El Santo" (a professional wrestler who appeared frequently on television) overtakes and defeats the demonic, albeit gorgeous, vampire vixens who plot to bring about the apocalypse by unleashing vampire monsters on earth.
The vampire figure in the Mexican context might at first seem like an unlikely appropriation of a foreign cultural symbol, yet there is a compli cated and meaningful relationship between the vampire monster and the vampire bat that draws on Mexican culture being negotiated in these films.
The
Mexican vampire films illustrate how the vampire monster travels from place to place and is seemingly transformed in each context, thereby reveal ing the circumstances in which it is produced. Because the vampire figure has appeared in literature and film in various countries, it is worth exploring how the vampire is recast in different national contexts. This underscores the ways in which the vampire monsters destabilize specific constructions of belonging and, most important, how these vampire films express anxi eties concerning national boundaries and citizenship at specific social and political crossroads. Here, I analyze the ways in which the articulation of the vampire in Mexico differs from the typical form of the vampire produced in films in Europe and the United States. At the same time, I discuss how the vampire embodies Mexican fears having to do with foreign outsiders: specifically, the immigrant and the colonizer. The vampire is a mythical being that was already part of the pre-Co lumbian Mexican imaginary, which influenced European vampire folklore and subsequent vampire literature and film. The chronicles relating to the conquest of America in the fif t eenth century introduced the first vampire bats-a species capable of killing cattle and even humans-to the European imaginary. This bloodsucking bat of the Americas was very different from the innocuous European fructivore, which had no metaphoric association with the figure of the vampire monster. Before the identification of the Latin American bloodsucking bat species by explorers and travelers, the vampire monster was usually described as a zombie-like dunce and was associated with other animals. The vampire monster was thought to be able to trans form itself into a cat, dog, wolf, rat, or other creature, but the vampire was not necessarily associated with the bat. However, upon European sighting and reporting, the vampire bat species was subsequently incorporated to the vampire folklore in Europe (see McNally and Florescu 1994, 12.5-2.6 ). In his Gothic novel Dracula (1897), Bram Stoker amalgamates the American bat species and the vampire monster. In effect, he creates the quintessential vam pire that not only spawns the filmic model, but also establishes the modem image of the vampire still current in popular culture. The French biologist Comte de Buffon used the term vampire in the mid-eighteenth century to describe the bloodsucking bat species of South America; however, it was Charles Darwin who further disseminated the existence of the bloodsucking bat species when he described it aft er his famous
Voyage of the Beagle (1839 )
.
In his discussion of the vampire bat he notes the following: 1he Vampire bat is often the cawe of much trouble, by biting the hors es on their withers. 7he injury is generally not so much owing to the loss of blood as to the inflammation, which the pressure of the saddle afterwards produces. 7he whole circumstance has lately been doubt ed in England; I was therefore fortunate in being present when one (Desmodus d'orbignyi, Bat.) was actually caught on a horses back. We were bivouacking late one evening near Coquimbo, in Chile, when my servant, noticing that one of the horses was very restive, went to see what was the matter, and fancying l1e could distinguish something. sud denly put his hand on the beasts withers, and secured the vampire. In the morning the spot where the bite had been inflicted was easily distin guished from being slightly swollen and bloody. 1he third day afterward we rode the horse, without any ill ef fect. ((lBJ9] 1909, 32-33) Travelers who ventured throughout the Americas from the fifteenth cen tury through the twentieth century often wrote about their experiences with these bats, fueling the imagination of those who received their letters. Thompson 1966, 176) . In other words, the first bat men could be found in the Americas. The pre-Columbian bat's association with the sacred is erased when the American bat species reaches the opposite shore of the Atlantic. There, the
bat becomes a fear-instilling and malignant being, these being among the usual qualities associated with the contemporary vampire. In an ironic twist of fate, the vampire bat, the autochthonous bloodsucking creature from the Americas that informed Stoker' s own creation of the vampire monster in Dmcu/a, returns home in the twentieth century transformed and repack aged in print and celluloid form in which the vestiges of his previous incar nation have seemingly been buried. Before the conquest, the vampire bat belonged to the sacred or the mythic underworld; however, aft er the conquest the vampire bat became almost solely associated with the profane. More specifically, the vampire bat returned to the Americas as its evil double, recalling many doubles from literature and film. For example, Dr. Jekyll and Mr. Hyde are one and the same individual, but divided between the man of reason and the uncontrol lable monster. Dr. Frankenstein is in incessant conflict with his other, the very monster he has created. Once he has given life to the aberrant being. his singular mission is to destroy it, but never realizes this goal. Yet another example can be found in Dorian Gray: he is the eternally young, refined gentleman, while the painting. his other, is his aging and decrepit evil half.
These men, who perhaps had good intentions, are haunted and persecuted by their other, and one of them will usually perish. Transylvanians oft en found in various vampire films, Mexican Catholic mes tizo peasants adorn the screen. The opening scene shows a vampire attack ing a young aristocratic woman in a grand Mexican hacienda sometime in the mid-18oos, but then cuts to a scene in rural Mexico in the 1940s, where all of the subsequent action unfolds. Typically, the heroine first arrives at the site where she will inevitably be seduced and bitten by the aristocratic vampire. His face was a strong-a very strong-aquiline, with high bridge of the tl1in nose and peculiarly arched nostrils; with lofty domed forehead, and hair growing scantily round the temples, but profusely elsewhere. His eyebrows were very massive, almost meeting over the nose, and witl• bushy hair that seemed to curl in its own profusion. The mouth, so Jar as I could see it under the heavy moustacl1e, was fixed and mther cruel looking, witiJ peculiarly sharp white teeth; these protruded over the lips, whose remarkable ruddiness showed astonishing vitality in a man of his years. For the rest, his ears were pale and at the tops extremely pointed; the chin was broad and strong, and the cheeks firm though thin. 
REAFFIRMING THE MEXICAN NATIONAL IMAGINARY
The reaffirmation of national identity is not only played out in the image of the vampire, but also realized through other characters. Most important, Marla Teresa, who is buried alive but later saved by her faithful and very Catholic servants, is visually different than her vampire sister, Eloisa. The fair-skinned and ageless Eloisa is more akin to the typical vampire vixen:
young, seductive, erotic, and evil. At the same time, she is elegantly dressed in a black fitted gown with a plunging neckline. One of the first supernatural appearances begins with the introduction of Eloisa' s character. As Marta and
Enrique are walking at night toward the hacienda, Eloisa magically appears at the crossroads and secretly follows them. When she arrives at the hacien da, she is transformed into a bat and then mysteriously reappears at the top of the staircase to greet Martm. This appearance and transformation reveal that evil has already violated the sanctity of the Gonzales home. Eloisa's placement at the crossroads is also very significant. The cross roads is a metaphorically charged space that is most commonly used to describe one's figurative position in life, but it is also frequently used as a metaphor for the transition to the afterlife. 
121-23).
It is believed that when they return as the undead, they will be confused at the intersections of roads and hence be unable to find their way home. This place where the roads meet is also important in Mexi can folklore, because the mythical monster
Cilruatateo is sometimes con sidered to be a vampire who stalks travelers at the crossroads.
Cil1uatnteo is the "Celestial Princess" and demonic female who roamed paths and haunted crossroads to maim and kill (see Clendinnen 1991, 81).
The placement of
Eloisa at a crossroads dearly situates her in a place that denotes evil. Seemingly, Eloisa has invited the vampire to cross the threshold and she has given herself to Mr. Duval, thereby becoming a traitor to the fam ily. The female duplicity played out in this film recalls representations of La Malinche, Hernan Cortes' s interpreter, guide, and mistress, as well as later a quintessential symbol of national betrayal. She played an important role in the conquest of the Aztec empire in the sixteenth century and has since been made into the archetypal traitor and thus without honor. In this way, the film plays with the Mexican imaginary in which female betrayal could be understood in very specific historical terms. Marfa Teresa, on the other hand�very different from her traitorous sis ter, Eloisa. Unlike her sister, she has darker and more mestizo features. She also has long, black, disheveled hair with long, gray streaks that make her look haggard. Instead of wearing a fitted gown, she wears a cloak-like black dress. More important, she appears ln almost every scene carrying a large crucifix, which underscores both her faith and her yearning to exorcise the vampires. She is neither an object of desire nor the source of malevolence, but rather the quintessential devout Catholic and mestizo woman who will ultimately bring about the demise of the monsters. Even though she is pre sumed dead, she wanders through the secret passageways and trapdoors of the hacienda like a spirit seeking to protect the family from the menacing vampires. While Eloisa might remind spectators of the ultimate betrayal embodied in the image of La Malinche, Marla Teresa' s character evokes yet another culturally important female, but in this case she is the epitome of virtue, the Virgin Mary. Marfa Teresa' s name may refer not only to the Virgin Mary, but her name could also be alluding to the
Virgen de Santa Teresa del Ni no
Jesus or Santa Teresa de Avila, both important Catholic saints of the Carmelite order who are said to be under the protection of the Blessed Virgin Mary. Although the romantic hero, Enrique, accompanies and saves the heroine from the clutches of the vampire, it is the saintly female figure who will cast out the evil from the hacienda. With seemingly supernatural strength, Marla Teresa is ultimately responsible for annihilating the vampires. In the final climactic scene, she strangles her sister, the vampire and traitor, and she also drives a stake through the heart of Mr. Duval, therefore singlehandedly end ing the vampire invasion. It is unusual to have a female figure as vampire killer portrayed in such aggressive terms. In the novel Dmcula, it is Van Hel sing and other male figures who drive the stake through the hearts of many of the vampires, but here there is an inversion of gender roles. In
Nosferatu,
for example, Count Orlock dies as a result of seduction on the part of a woman who is his object of desire. In the final scene of that film, he is so en grossed with sucking her blood that he does not notice the threatening sun rays that cause him to disintegrate. Thus, the female provokes the vampire' s annihilation through seduction and not through direct physical violence.
In
El vampiro, the female figure is the one who has the power to vanquish a man of Zapotec Indian ancestry and humble beginnings who eventually became president of the country. In an act designed to reaffirm the republic and to repudiate the assault, he was also responsible for the execution of Maximilian, despite international pleas. As a way to remember his contribu tion to the restoration of the republic, the government erected a large monu� ment of Juarez on the site of Maximilian's execution during the centennial celebrations (see Weeks 1987, u4) . A coin bearing the bust of Juarez was also minted in 1957. These official commemorative celebrations and gestures underscore that the resistances to the multiple French interventions are important moments in the national imaginary that help to define Mexican identity: Mestizo, Indian, Criollo, Spanish, but never French. Similarly, Jose Va sconcelos, a philosopher and an influential figure in the fo rging of a national identity in postrevolutionary Mexico, wrote on this subject in his book, La raza cosmica (1925). In it, he celebrates mexicanidad by recalling the various cultures that constitute the nation: Indians, coloniz· ing Europeans (from Spain), and African slaves. In other words, in official di scourse, the indigenous cultures, the Spanish conquerors, and the African slaves are recognized as belonging to the Mexican national identity. This confirms the observation of critic Carlos Monsivais (2003) that the Mexican film industry promoted cultural nationalism through the incorporation of edifying moments such as national celebrations and historical events. It is thus not surprising that many of the characters in the film recall the cen tennial of the vampire invasion, reminding the spectator of the important moments in the national past. In other words, this film could be understood as another fo rm of reaffirming notions of identity by emphasizing the threat embodied in the vampire, which, as I have argued, is negotiated through Mexico's complicated involvement with France in the nineteenth century.
In my discussion, I have fo llowed the journey of the vampire from the Americas to Europe and back in order to analyze the ways in which the monster is articulated in each cultural context. In the films, the vampire is
Revumping Drucula on Muicun Scrren: Minda� El vampiro a menacing figure that arrives seeking to infect, invade, and conquer. At the same time,
he is potentially a subversive other that transgresses borders and threatens stabUity. The vampire figure ca �e understood as an agent that ex presses certain cultural fears at very specific social and poJitical crossroads.
As many critics have suggested, in US and European films, the vampire fig u� embodies anxieties and fe ars about immigration, in particular because the films were produced during a time when certain ethnic groups were treated aggressively and even expelled from their adopted homelands. When the anthropomorphized bat was reappropriated by Mexican film makers in the 19sos, the vampire men and the bat deities-such as those fo und in pre-Columbian culture and codices-seem to have been perma nently buried under the Europeanized vampire monster. In its place, the monster that appears on the Mexican silver screen is yet another version of the Jiterary vampire as first created by Bram Stoker in the nineteenth cen tury, a projection that we can find in almost every film ever since. In El vam piro, as in other vampire films, the menacing monster that invades, crosses borders, and threatens identity must be cast out or killed so that order may be restored. In the case of Mexico, the fo reign threat embodied in the vam pire calls to mind historical events having to do with French invasion and expulsion, which were founding moments in the nation's history, as seen in the many centennial celebrations of the late 1950s.
